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The Present State of Music in Chile 
by Daniel Quiroga 


The following article was written for the Inter-American Music Bulletin by the Chilean 
music critic of “El Debate”, who was in the United States briefly in November to attend 
the meeting of music critics in Pittsburgh. Mr. Quiroga had to return to Chile immediately 
after the meeting because of the 1958 Chilean Music Festival, which began late in 
N ber. As he tions in his article, these Festivals take place in alternate years, 
and the opportunity they provide for hearing recent Chilean music is unequalled. Mr. 
Quiroga’s judgments as a music critic are frequently quoted in the Revista Musical 
Chilena, a music magazine whose level approaches our Musical Quarterly. 





In this brief article the critic has kindly consented to write about the less publicized 
sector of Chilean music. Those especially interested in Chile should read in addition 
the Revista Musical Chilena and the monthly bulletins issued by the Institute of Musical 
Extension, where there is ample opportunity to learn about the well-established institu. 
tions and musicians. 


In the years since the second World War there has been a remarkable expansion of musical activity in 
Chile. 


The arrival in our country of certain European musicians, some of whom introduced a new enthusiasm 
for twelve-tone composition, brought about the formation of a group of young composers working around 
the Dutch composer and pianist Frederick (Free) Focke. This group with its high pianistic standards also 
served to strengthen another group of similar tendency maintained by the Austrian composer and flutist 
Esteban Eitler. 


Together these musicians created a group called 'Tonus" which gave concerts almost exclusively de- 
voted to atonal and 12-tone works. In these concerts a number of new Chilean performers and composers 
appeared, several of whom are already showing a well-defined musical personality. Focke and Eitler are 
no longer in Chile today, but the movement founded by them has continued to encourage the 12-tone exper- 
iments of Chilean and foreign composers. 


Outstanding composers in this group include Abelardo Quinteros, Leon Schidlowsky, Leni Alexander, 
Miguel Aguilar, José Vicente Asuar, and Eduardo Maturana. Some of these have already passed beyond 
their first stage of limited activity in a group apart from the general movement of the Chilean composers, 











by having had their works pertormed in public in the Chilean Music Festivals. These Festivals are held 
every two years, offering the latest works of Chilean composers for the judgment of the public, and the 
latter express their judgment by actual vote. 


In general the musicians in the 12-tone movement like to isolate themselves, to avoid being confront- 
ed by other techniques and styles, which they consider superannuated, although the latter are more accept- 
able to the public. Nevertheless, the general level of the Chilean musical public is such that it cannot be 
said to be predisposed against this or any other trend of contemporary music. The public demands of the 
12-tonalists, as well as the other Chilean musicians, clarity of subject matter and sufficient technique to 
make their compositions interesting not only as experiments within a given technique, but as works of art 
which can live beyond a specific event. In the last few years the Chilean public has heard in the regular 
concert seasons of Santiago several works by Schoenberg, Berg, von Webern and Dallapiccola, among 
others, as well as the latest works by Stravinsky in which he is experimenting with serial techniques. 


The Symphony Orchestra of Chile, founded by law in 1940 together with the Institute of Musical Exten- 
sion of the University of Chile, has been exclusively in charge of the symphony concert series for the past 
18 years. 


The law which established the Institute and the Orchestra provides the University with the income from 
a tax levied on all public spectacles in the entire country. In turn, the Institute is obligated to maintain a 
permanent orchestra, ballet, and chamber music groups, all of which make tours through the provinces 
in the north and south (about 2000 miles distance from one end to the other!) in their work of musical ex- 
tension, In addition, the Institute maintains a mixed chorus (The Chorus of the University of Chile) and 
sponsors the appearance of Chilean and foreign soloists. Juan Orrego-Salas, distinguished Chilean com- 
poser, well-known in the Western Hemisphere, is the Institute's Director at present. The Dean of the 
Music Faculty and distinguished composer, Alfonso Letelier, presides over the Executive Council of the 
Institute. The Institute was formerly directed by the composer Domingo Santa Cruz (from its foundation 
until 1953), and the musicologist Vicente Salas-Vii (from 1953 to 1957). 


The growth of population of Santiago (now over two million) and the rising interest in music have re- 
cently brought about the creation of another symphony orchestra, the Philharmonic Orchestra of Chile, 
founded four years ago, and at present under the patronage of the Municipal Government of Santiago. The 
orchestra has maintained regular activity during this time, with weekly concerts under its permanent con- 
ductor Juan Matteucci and various foreign conductors. Its professional level has improved greatly since 
its first concerts, in which there were some 60 musicians, most of whom were recent graduates from or 
students at the Conservatory, lacking the necessary experience in performing the symphonic repertoire. 


The Symphony Orchestra of Chile, for its part, presents a series of sixteen concerts a year. Its for- 
mer conductor, Victor Tevah, retired last year, as a result of which the orchestra is now without a per- 
manent conductor. The post of subdirector was filled recently by a competition before an international 
jury (Whitney, Kinsky, Santa Cruz), won by the prominent Chilean Héctor Carvajal, who has conducted 
opera and ballet in Chile for some years. 


At the present moment, the Teatro Municipal de Santiago, one of the oldest and most renowned concert 
halls in Latin America, is closed for repairs. The opera seasons have had to be reduced, and perform- 
ances of the Chilean National Ballet, which has been directed by Ernest Uthoff for fourteen years, or of 
the Classic Ballet, directed by Vadim Sulima, have had to be moved to smaller and less appropriate halls, 
or else to go to the provinces. It has likewise been impossible to present symphony concerts or soloists 
in the Teatro Municipal for the past two years. 


The permanent establishment of the two string quartets, the Chile Quartet (iniesta, Ledermann, Fisch- 
er, Ceruti), dependent upon the Institute of Musical Extension, and the Santiago Quartet (Tertz, Grazioli, 
Martinez, Loewe), has allowed chamber music to attain a remarkable development in recent years. We 
have heard string quartets by Chilean and foreign composers, as well as chamber works for voice and in- 
strumental accompaniment, or for larger instrumental ensembles, among them some of the outstanding 
works of the music of our time. 


The Chilean composers of the new generation continue to work with enthusiasm: Gustavo Becerra has 
written two important symphonies, a concerto for piano and orchestra and two string quartets; Carlos Botto 
has remarkable compositions for voice and instruments as well as works for piano. Roberto Falabella 

















made a profound impression with his well-constructed First Symphony, written in vigorous atonal lan- 


guage. * 


The provinces of Chile show an interesting musical development. La Serena and Antofagasta, in the 
north, are producing a tremendous development in choral music, and a symphony orchestra has been 
formed in La Serena under the direction of Jorge Pefia. The Chorus of Concepcién, which has been in 
existence for more than twenty years, continues under the direction of Arturo Medina in performing and 
making known the great a cappella choral repertoire as well as works with orchestra, This Chorus has 
gained notable prestige in Latin America. A symphony orchestra has also begun to take its first steps 
in Concepcion, under the direction of Wilfred Yunge. Everywhere in Chile, but especially in the south, 
the choral groups have increased, under the impact of the artistic.standards of the Chorus of Concepcion. 
In Vifia del Mar, a town near Valparaiso famous as a tourist attraction, a symphony group has recently 
been founded. The Chorus of Valparaiso, directed by Marco Dusi, who also conducts the Chorus of the 
University of Chile in Santiago, has recently made a most successful tour through Europe. 


* We have just heard of the death of Roberto Falabella, in late November or early December. There is no doubt that his loss will be deeply felt. 
A cripple unable to write, and speaking with difficulty, his great talent overcame fantastic obstacles to create outstanding music. 


ee 


Festival of Contempcrary Music of the Americas 


From September to early November the Asociacién de Conciertos de Camara of Buenos Aires, Ar- 
gentina, presented a festival of contemporary music, consisting of eight weekly programs at the Teatro 
Cémico, each with two performances, normally on Friday and the following Tuesday. As announced last 
spring (see No. 4 of this Bulletin), the Asociacién also sponsored a composition contest, open to citizens 
of the Americas, North and South, with two prizes: for a string quartet and a cantata for vocal soloists 
and chamber orchestra. The latter prize was declared vacant, but the former was awarded to Julian 
Bautista, for his third quartet, by a jury composed of Camargo Guarnieri (Brazil), Carlos Chavez (Mexi- 
co) and Alberto Ginastera (Argentina). 


Of the festival in general, Enzo Valenti Ferro, editor of the Buenos Aires Musical, wrote in his 
September 16th issue (No. 212) that the initiative taken by the Chamber Concerts Association was cer- 
tainly praiseworthy, also pointing out that in the last analysis such festivals are a medium of rapproche- 
ment and understanding among the peoples of the Western Hemisphere. He mentioned further the several 
inter-American festivals in various countries which have taken place since the 1954 Caracas Festival. 
(In fact, the earliest such festival took place in 1932.) 


The editor went on to point out three errors to be avoided in festivals of this kind: a) duration of 
more than a week or ten days; b) inclusion of as many countries and composers as possible, instead of 
choice on the basis of musical quality; c) inclusion of music composed so many years ago that it no long- 
er represents the current style of the composer. 


Details of the eight concerts are given below, with quotations of reviews from the daily paper La 
Naci6on (Buenos Aires), and the bi-weekly Buenos Aires Musical, 


The first concert took place on September fifth at the Teatro Cémico, beginning at 7 p.m., and was 
repeated on the ninth, at 9:30 p.m. The orchestral program, conducted by Antonio Tauriello, opened 
with Copland's Music for the Theater (1925), followed by Chavez' Concerto for Four Horns (1937-38), 
and ending with Ginastera's Variaciones Concertantes (1953). 


The critic of La Naci6n, in his long review of the following Sunday, noted that Copland's work, a 
Koussevitzky commission, "was intended to help create an art which was typically North American. The 








themes and rhythms, clearly derived from jazz, give character and attractiveness to the music.... With- 
out being a work of great substance.... Music for the Theater holds our interest because of its intrinsic 
values, and as an example of an important stage in the composer's development...." 


He pointed out that the Chavez Concerto was originally written as a Sonata for Four Horns (1929-30) 
and that with the choice of instruments Chavez turned to Aztec music "to write a work brimming with 
ideas, in which a nationalist orientation emerges from material of specific origin, handled in a manner 
which far surpasses mere arrangement of folk music." The critic defined the form as "a kind of sinfo- 
nia concertante, in which the solo instruments are dominant." 


In the Buenos Aires Musical of September 16, Valenti Ferro remarked that the newly revised ver- 
sion of Ginastera's Variaciones Concertantes "was a competent expression of our symphonic music... 
impressive for its solid structure and powerful vitality." 


The second concert, presented on September 12 and 16 at the same place and hours, was devoted to 
music for voice and piano by Argentine and United States composers, performed by Raquel Zipris, so- 
prano, and Carlos Tuxen-Bang, pianist. On the program were Samuel Barber's Hermit's Songs, and 
Mélodies Passagéres (to texts by Rilke), Carlos Tuxen-Bang's Nocturnos, Roberto Caamafio's Cantares 
galaico-portugueses del Siglo XIII, Op. 18, and Vamos bebendo, from his Dos Cantos Gallegos, Op. 3, 
and also Juan José Castro's Tres Canciones de Garcia Lorca (1938). 


Barber's Hermit's Songs were praised by Valenti Ferro, in the same issue of his Buenos Aires Mu- 
sical; he wrote that they showed flexible technique, a notable melodic gift and sharp rhythmic sensitivity. 


The Nocturnos of Tuxen-Bang won the César Cortinas prize at the Montevideo Latin American Cham- 
ber Music Festival of 1957 (see No. 3 of this Bulletin). Valenti Ferro wrote that he praised the work on 
his first hearing of it in Montevideo, noting its rich melodic invention and the high quality of the harmony, 
and that the new hearing confirmed his impression. The critic of La Nacién, in his review published 
September 13, spoke of Tuxen-Bang as one of the most outstanding composers of the new generation, and 
remarked that the Nocturnos indicated his gifts for composition, 


The songs by Roberto Caamafio also attracted praise from Valenti Ferro, who felt they had genuine 
character. The same critic characterized the Castro songs as "music which is completely incorporated 
with the Lorca poetry, achieving a captivating lyric sweep."' Both the critics noted the excellent and ex- 
pressive interpretations by the performers and the warm applause offered by the audience. 


The third concert, which took place at the Teatro Cémico on September 19 and 23, included the So- 
nata for Viola and Piano, Op. 80, by Jacobo Ficher (Argentina), Sonatina for Violin and Piano (1946) by 
Roque Cordero (Panama) and Sonata for Cello and Piano (1948) by Elliott Carter. The artists were An- 
drés Vancoillie, violist, Eduardo Acedo, violinist, José Puglisi, violoncello, and Haydée Giordano, pia- 
nist. 


Jacobo Ficher has been mentioned often in the pages of this Bulletin. Born in Russia in 1896, he 
came to Argentina in 1923, A prominent composer in his adopted country, one of his most recent honors 
was a prize at the Montevideo Festival in 1957 for his Quartet for Saxophones. The Sonata for Viola and 
Piano, Op. 80, was commissioned by the Asociacién de Conciertos de Camara, and was first performed 
in the 1953 season. The critic of La Naci6én, in his review of September 21, said it impressed him as 
"a solid and mature work, showing a balance between reflection and variety of resources." 


The Panamanian composer Roque Cordero, bern in 1917, is well-known to our readers from the ar- 
ticle about him by Gilbert Chase published in the Bulletin No. 7. The Argentine critic of La Nacion, in 
the same review of September 21, wrote of Cordero as "a musician of well-defined personality and wide 
scope.... The Sonatina marks in his writing the beginning of a curve of evolution, starting with a nation 
alism present in nearly all the works of the first years, and moving to an all-embracing and decisive 
twelve-tone technique, which nevertheless is more personal and flexible than it is systematic or rigid; 
one might say that it was closer to an Alban Berg or a Dallapiccola than to the rigid orthodox. The Sona- 
tina, balanced in form and compact in content, indicates the presence of a composer of quality, of whom 
we should like to have broader knowledge by way of more representative compositions." 














Elliott Carter, American born in 1909, has been receiving increasing attention as one of our outstand- 
ing composers. In his article "The Music of Elliott Carter" in the Musical Quarterly of April, 1957, 
Richard Franko Goldman writes "his music represents what is perhaps the most significant American de- 
velopment of the last ten years."' Carter's Sonata for Violoncello and Piano (1948) was recorded by Ber- 
nard Greenhouse and Anthony Makas on American Recording Society ARS-25. 


The review in La Naci6n said of Carter: "another productive and personable musician of whom little 
was known aside from various vague references, he impressed us as a man of undoubted creative capac- 
ity. Combining severity of thought with the use of devices well-suited to a plan rigorously worked out, 
there is room also for fantasy and a considerable dose of personality. His personality is evidenced as 
much in the materials used as in a style with no limit of elements of positive interest throughout the four 
movements, which were perhaps a bit too long. A sympathetic audience demonstrated its cordial feeling 
toward the works and their performers." 


The fourth concert of the Festival consisted entirely of piano works, played by the prominent young 
Uruguayan composer and pianist Héctor Tosar. Presented in the Teatro Cémico in Buenos Aires on Sep- 
tember 26 and 30, the program included the Brazilian Camargo Guarnieri's Third Sonatina (1937), Roy 
Harris' Sonata Op. 1 (1928), the Spanish-born Cuban composer Julian Orbén's Toccata (1943), and the 
Argentine Luis Gianneo's Third Sonata (1947), this last having originally been commissioned by the Aso- 
ciacién de Conciertos de Camara. 


This concert was missed by the critic of La Nacién, and unenthusiastically reviewed by Valenti Ferro 
in the Buenos Aires Musical of October 1 (No. 213), who said that all the works but one had one feature 
in common: their antiquity. He acknowledged the worthiness of the composers, but felt that these works 
were not truly representative of their capacities as conceived by any well-informed listener. Neverthe- 
less he noted that the performance by Tosar "showed categorically that in addition to being one of the 
most talented young South American composers he is a pianist of the first order." 


In the fifth concert, presented on October 3 and 7, the Madrigal Group of the Asociacion de Concier- 
tos de Camara made its first appearance of the Festival, under the direction of Virti Maragno. On the 
program was "Las Cumbres" (The Mountain Peaks) by Enrique Iturriaga of Peru, four of the "Seis Can- 
ciones de Primavera" (Six Songs of Spring) by Domingo Santa Cruz of Chile, and the "Romance del Rey 
Rodrigo" (The Ballad of King Rodrigo) by Julian Bautista, Spanish-born Argentine composer. 


As Carlos Garde, critic on the staff of the Buenos Aires Musical, wrote in the issue of October 16, 
"the three works are recent, and represent the latest in this genre by the composers on the program." 
He considered the Chilean work magnificent, and only regretted that two parts of the cycle were omitted. 
But the Bautista work he called "undoubtedly the best work in the concert ...An ideal balance of classic 
and modern, consonance and dissonance...." The critic of La Nacion, in his review of October 5, said 
the Bautista work was "one of the best choral works composed in Argentina." Bautista composed this 
work on commission from the Asociacién de Conciertos de Camara, and it was first performed in 1956. 
It might be of interest to note that it was published the following year by Ricordi Americana, 


Iturriaga's composition was characterized by Garde as "a mixture of very different aesthetic ideas 
In general it resembled an enormous mural in which there were interesting and moving details, but 
judged as a whole it was not an even work." 


The sixth concert of the Festival of Contemporary Music in Buenos Aires took place on October 14 
and 24 in the Teatro Cémico, with a program including the Fourth Sonata a Tres (1942), for two oboes 
and English horn, by José Ardévol of Cuba, "Baladas Amarillas" (Yellow Ballads) for voice, flute, Eng- 
lish horn, harp, cello and kettledrum, by Virta Maragno of Argentina, Divertimento for Wind Quintet 
(1957) by Héctor Tosar of Uruguay, and "Canciones Castellanas" (Castilian Songs), Op. 20 (1948) for 
voice, flute, English horn, clarinet, trumpet, viola, cello, harp and percussion by Juan Orrego-Salas 
of Chile. 


Of the program as a whole, Carlos Garde wrote in the Buenos Aires Musical of November 16 (No. 
215) that "it was undoubtedly the best of the Festival... especially because it made it possible to hear 
the Baladas Amarillas again, and to come in contact with the work by Orrego-Salas."' 








Garde called the work by Ardévol “a very well written work, but one which has really been passed be 
youd aesthetically by the composer. As 4 composition by the leading figure of the Renovacién Musical 
Group of Havana, it leaves much to be desired." The performers were Alfredo Perona and German 
Ehrenhaus (oboes) and Etelberto Tavella (English horn). The critic in La Nacién, in his review of Octo 
ber 16, described the Tosar Divertimento as having “four relatively brief movements, a moving Overture, 
a Tango which is an episodic movement and a small masterpiece in its expert stylization of the popular 
rhythm, a Recitativo Pastoral, of contemplative nature, and a dynamic and impetuous Danza Ristica. 
The recent score was excellently performed by Bruno Bragato (flute), Alfredo Perona (oboe), Mariano 
Frogioni (clarinet), Alberto Merenzon (bassoon) and Francisco A. Cocchiararo (horn). " 


The Maragno work for voice and instruments was composed in 1952, based on texts by Garcia Lorca. 
The Nacién review said it was "undoubtedly one of the most successful creations by the new musical gen- 
eration of Argentina....", while Garde described it as "already a real hit." The work was performed by 
the soprano Marta Benegas, assisted by a small instrumental ensemble conducted by the composer. 


The critic of the Buenos Aires Musical reserved his highest praise, however, for the Canciones Cas- 
tellanas by Orrego-Salas, saying "everything is magnificent in this work.... The score is truly inspired," 


The seventh concert of the Festival, which took place on October 17 and was repeated on October 21, 
was a program of string quartets, played by the Acedo Quartet, whose members are Eduardo Acedo, Rino 
Brunello, André Vancoillie and Alberto Casuscelli. The three works performed were the Quartet No. 3 
(1956) by José Maria Castro of Argentina, Quartet No. 1, Op. 47 by Carlos Estrada of Uruguay, and the 
prize-winning work of the Festival, Julian Bautista's Quartet No. 3 (1958). 


Bautista, who was born in Madrid in 1901, migrated to Argentina in 1939, and has been an important 
figure in the musical world of Buenos Aires for many years. In fact, 1958 has been his triumphal year, 
for he also won the grand prize of the Ricordi Americana anniversary competition, with his "Second Sym- 
phony (Ricordiana)." In the Nacién review of the concert published on October 19, the movements of the 
new string quartet were described as "A brief opening 'Allegro moderato’, in which there is a motif with 
a cyclical role, as it reappears in the other movements; a 'Molto vivace' which is dynamic and incisive; 

a 'Lento' of broad proportions, much of it based on a basso ostinato over which the composer builds a 
strong harmonic tension; and a very vigorous 'Allegro' which makes a fitting close to this important work, 
The quartet was greeted with prolonged applause." 


José Maria Castro (1892), elder brother of Juan José Castro, the conductor and composer, and 
Washington Castro, conductor of the Symphony of Santa Fe (Argentina), is a respected Argentine compos- 
er and active musician in Buenos Aires. Carlos Garde in the Buenos Aires Musical of November 16 (No. 
215) felt that his works deserved to be played much more often than they are. The Quartet No. 3, com- 
missioned by the Asociacién de Conciertos de Camara in 1956, was called "a work of infinite beauty" by 
Mr. Garde. 


Carlos Estrada, born in 1909, and now director of the recently established National Conservatory of 
Uruguay, won a SODRE contest in Uruguay in 1956 with his first quartet, which received its premiere at 
the Montevideo Festival in 1957. The same critic remarked that this work "possessed the rare quality of 
being very well written.... but showed a certain lack of emotion.... There are important musical ideas 
but at the same time these are not realized in a manner to interest the listener.'"' He added, however, 
that one hearing was not really enough to permit him to judge any work in detail. 


The eighth and final program of the Buenos Aires Festival was heard on October 31 at the Teatro Cé- 
mico, with Antonio Tauriello conducting the chamber orchestra and chorus of the sponsoring Asociacién 
de Conciertos de Camara, with Socorrito Villegas, soprano, and Victor de Narké, bass, as soloists. The 
program opened with a chamber cantata by the Argentine composer Roberto Garcia-Morillo called "El 
Divan del Tamarit", based on texts by Garcia Lorca. The other work was "Noneto", for chorus, soloists 
and chamber orchestra by Heitor Villa-Lobos of Brazil, composed in 1923. The opening cantata had its 
premiere in 1954, performed by the Asociacién de Conciertos de Camara. Mr. Garde, in his review 
cited above, paid homage to the beauty of the Garcia Lorca poetry, but was less enthusiastic about the 
performance of the music. 











As in previous accounts of festivals in this Bulletin, the primary reason for presenting so many de 
tails is that the information is not readily available eleewhere On the other hand, al! festivals of contem- 
porary music, even those in Europe, face the same problems: public indifference; great strain placed on 
the music critics; difficulty in choice of program as well as performers; financial difficulty connected with 
the reluctance of the public to listen to new music. Festivals in the Americas have the added problems of 


having very few well-known headline-getting contemporary composers to feature. 


For these reasons, it 


is important to pay tribute to those hardy souls who present such festivals, and at the same time to learn 


from their experience. 


Music of the Americas 


Everett Helm, "Letter from U.S.A. (Western 
Section)", The Music Review (Cambridge, Eng- 
land), Vol. XIX, No. 2 (May, 1958), pp. 141- 
144, Very useful identification and location of 
California Universities, as well as reviews of 
concert activities in Los Angeles and San 
Francisco, 





John Kraglund, "La Vita Musicale all'Estero: 
Canada, " Musica d'Oggi (Milan), n.s., I, No. 5 
(May 1958), pp. 327-329. 


Evropean Composers 


Robert L. Henderson, "Schinberg and 'Expres- 
sionism'"', The Music Review (Cambridge, Eng- 
land), Vol. XIX, No. 2 (May 1958), pp. 125-129. 
Discussion of recent books and articles on Schtn- 
berg's school, especially Luigi Rognoni's Espres- 
sionismo e Dodecafonia 





Hans Hollander, "Leos Janacek in seiner Bezie- 
hung zu Smetana und Dvorak," Neue Zeitschrift 
flr Musik, March, 1958, pp. 139-142. 





Heinz Joachim and Karl H. WUrner, "ZeitgentUs- 
sische deutsche Musik - im Ausland zu wenig 
gepflegt,"" Neue Zeitschrift flr Musik, April, 
1958, pp. 198-199. Joachim indicates from Bue- 
nos Aires data that German conductors abroad 
are not playing contemporary German music. 
W8rner replies. 





Walter Kolneder, "Johann Nepomuk David," Neue 
Zeitschrift fir Musik, April 1958, pp. 213-215. 
Composer born in 1895. 








Edward Lockspeiser, "The Wit and the Heart: a 
Study of Francis Poulenc", High Fidelity, Vol. 8, 
No. 7 (July, 1958), pp. 35-37, 91-92. 


Mootz, William, "Orchestra and University Join in 
Louisville Festival, '' Musical America, May 1958, 
pp. 12-13. 





John S. Weissmann, "New Music in Basle", The 
Music Review (Cambridge, England), Vol. XIX, No. 
2 (May, 1958), pp.: 145-146. Discussion of world 
premiere of Epitaphs Concertant by David Kraehen- 
buehl (USA). 


and Musical Scene 


Giacomo Manzoni, "Profili di musicisti contempo- 
ranei: Karlheinz Stockhausen", Musica d'Oggi (Mi- 
lan), n.s. I, No. 4 (April 1958), pp. 229-233. 


Fred K. Prieberg, "Der musikalische Futurismus", 
Melos, April 1958, pp. 124-127. On Luigi Rossolo, 
the musician in Marinetti's futurist group. 





Bernard Rands, "Sibelius and his Critics", The 
Music Review (Cambridge, England) Vol. XIX, No. 


2 (May 1958), pp. 105-111. 


Boguslaw Schiffer, "Polen kommt ins Gesprich, " 
Melos (Mainz), March, 1958, pp. 86-88. Chiefly on 
Witold Lutoslawski, Artur Malawski, Grazyna 
Bacewicz. 


Harald Strauss, "Jugoslawische Musik der Gegen- 
wart", Musica (Kassel), 1958, Heft 4, pp. 201-203. 
Especially enthusiastic about Milko Kelemen (1924). 


H. H. Stuckenschmidt, "Stil und Aesthetik Schtn- 
bergs", Schweitzerische Musikzeitung(Ztirich), Vol. 
98, No. 3 (March 1958), pp. 97-104. 





Zdenek Vyborny, "Leos Janacek operista, " Musica 
d'Oggi (Milan), n.s. I, No. 5 (May 1958), pp. 292-5. 
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Piano Solo 


CAMPOS-PARSI, Héctor (Puerto Rico) 
Sonata in G 

CASTILLO, Ricardo (Guatemala) 
Suite in D 

CORDERO, Roque (Panama) 
Sonatina Ritmica 

ESCOBAR, Luis A. (Colombia) 
Sonatina No. 2 

EVETT, Robert (United States) 
Second Piano Sonata 

GRAMATGES, Harold (Cuba) 
Three Preludes 

HALFFTER, Rodolfo (Mexico) 
Second Sonata 

HERRARTE, Manuel (Guatemala) 
Three Dances 

MALSIO, José (Peru) 
Prelude and Toccata 

ORREGO-SALAS, Juan (Chile) 
Ristica 

SAIZ-SALAZAR, Marina (Panama) 
Sonata 


Piano Four Hands 
WOOLLEN, Russell (United States) 
Sonata for Piano Duo 
Violoncello and Piano 


de la VEGA, Aurelio (Cuba) 
Legend of the Creole Ariel 


Voice and Piano 


MONTECINO, Alfonso (Chile) 
Four Songs 


Chamber Ensemble 


ARDEVOL, José (Cuba) 
Chamber Music for Six Instruments 
(flute, B flat clarinet, bassoon, 
trumpet in C, violin and cello) 
Score 


Chorus 


SANDI, Luis (Mexico), arr. 
Choral Arrangements of Latin 
American Folk Songs 

S.A. T.B. a cappella 
(Spanish text only) 


Orchestra 


GALINDO, Blas (Mexico) 
Short Symphony for Strings 
Score 
MARTIN, Edgardo (Cuba) 
Fugues for String Orchestra 
Score 
SEREBRIER, José (Uruguay) 
Elegy for Strings 
Score 
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